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But opportunities inevitably arise, especially on the anniversary in 2013 
of Wagner’s 200th year. When Maestro Rose and I began to think about 
an appropriate blockbuster to introduce Odyssey Opera to the Boston 
public, the idea of presenting Rienzi instantly sprang to mind—there is 
absolutely no history of Wagner’s early epic ever having been performed 
here (though its slam-bang overture was long a favorite at the Pops, 
especially under Arthur Fiedler). Puritan Boston could never have been 
expected to cough up enough money to stage this extravaganza, even 
in the Gilded Age. It seemed therefore the ideal moment to correct 
this glaring omission by presenting the opera under the optimum 
circumstances of a concert performance where worshippers at the 
Bayreuth shrine could focus entirely on the music which is, in two words, 
quite fabulous. Enough with the tired old Meyerbeer comparisons!

And so we begin an operatic Odyssey. Our journey, we hope, will take 
you to ports of call that will amaze and delight you—and introduce you 
to works that cry out to be heard. Operas on the grandest scale, operas of 
chamber-like intensity, all waiting to be visited. But first, Rienzi—happy 
200 years Herr Wagner!

Best wishes from,

Randolph J. Fuller

This performance is dedicated to the memory of  
George Alan Preston (1963–2013),  

who was about to discover Wagner.

Wagner Versus Boston 
A Message from our Concert Underwriter

Dear Friends,

“I understand that they are playing my music in Boston”—so wrote 
Richard Wagner to his friend and supporter Franz Liszt in Weimar 
in January of 1854. News, especially musical news, traveled at a 
more leisurely pace in the 1850s, so it wasn’t until more than a year 

later that Wagner learned that an immigrant 
German orchestra called the Germania Musical 
Society had given its first Wagner concert—
an arrangement of the Tannhäuser “Finale” 
(whatever that was!) in Boston on November 
27, 1852. Amazingly they were a group of 25 
young musicians, politically active, who had fled 
Germany after the failed revolutions of 1848 and 
had decided to introduce the music of their hero 
Wagner to America. The concert, by the way, 
caught the attention of the ferocious local critic 

John Sullivan Dwight (publisher of the influential Dwight’s Journal of 
Music) who wrote that he had been agreeably disappointed in finding 
the music “less strange than the fame of this bold innovator had led us to 
expect.”

All of this is quite true and interesting, but if you think for a moment 
that it was the beginning of a long and lasting tradition of Wagner 
performances in Boston, you would be entirely mistaken. All of 
Wagner’s mature operas have been staged here, but decades have elapsed 
between their various productions. Tristan und Isolde, for example, was 
given its Boston premiere on April 1, 1895 by a company conducted 
by Walter Damrosch and not heard again until February 1912 when 
the original Boston Opera Company gave it at its splendid and long-
destroyed House on Huntington Avenue. Since then, not a sound. The 
fact is that during the second half of the 19th century you’d be more 
likely to encounter several productions of Il Trovatore monthly in 
Boston than ever hear a note of Wagner (and, come to think of it, that’s 
not such a bad thing!). No, Wagner has never been a regular item on the 
operatic menu of our otherwise cultured city.
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RIEnzI, DER LETzTE DER TRIBunEn
Rienzi, the Last of the Tribunes

Grand Tragic Opera in Five Acts by Richard Wagner
after the novel Cola di Rienzi by Edward Bulwer-Lytton.

Setting: Rome in the fourteenth century

ACT I
A street in Rome

Intermission (fifteen minutes)

ACT II
A great hall in the Capitol

Dinner break (two hours)

ACT III
The large square in the ancient forum

Intermission (fifteen minutes)

ACT IV
A square in front of the Lateran church

Short pause

ACT V
Scenes i-iii A hall in the Capitol
Scene iv A square in front of the Capitol

Jules Monjauze in the title role of Wagner’s opera Rienzi as performed at the théâtre 
Lyrique in paris in 1869.
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synoPsis

ACT I

Scene i
A street at night, with the Lateran Church in the background. Paolo Orsini 
is trying to abduct Irene, Rienzi’s sister. She screams for help, and Adriano, 
who is in love with her, defends her. Adriano is the son of Steffano Colonna, 
the head of another very influential family of Rome. A crowd assembles and 
a brawl ensues, with the people choosing sides for either Colonna or Orsini. 
Rienzi enters imperiously, squelching the uprising by his very appearance, 
and declares his intent to unite Rome and lead it to grandeur.

Scene ii
Rienzi embraces Irene, and expresses to Adriano his amazement that a member 
of the Colonna family has saved his sister, asking Adriano where his loyalties 
really lie. Adriano wants to atone for his family, one of whom murdered Rienzi’s 
brother. His feelings, though, are mixed, and he is troubled by Rienzi’s plans. 
Rienzi insists that under his leadership the Romans can become truly noble 
and free, but Adriano fears he is leading the Roman people to ruin. Though 
he too wishes to uphold the law, Adriano warns Rienzi that his plans are too 
bold and will end in bloodshed. However, despite his reservations, Adriano 
pledges his further support. Rienzi entrusts Irene to his protection, and leaves.

Scene iii
Alone together, Adriano and Irene prophetically declare that their love will 
remain steadfast, even if the world around them should crumble disastrously. 
Adriano expresses his trepidations, and predicts Rienzi’s downfall, foretelling 
that the people will betray him, and the nobles will punish him for being too 
bold. The scene ends with the sound of offstage trumpets.

Scene iv
A herald enters. Dawn has arrived. An organ sounds inside the church, and 
the public gathers. Rienzi appears in full armor before the people, who fall 
to their knees. He is accompanied by Kardinal Orvieto, the papal legate. 
The portals of the Lateran Church open, and the people greet him with wild 
enthusiasm. Rienzi proclaims that as protector of Rome he will uphold free-
dom and law. The populace greets Rienzi joyously as their hero. The people 
hail him as the new tribune who will liberate them, and swear that they will 
remain loyal to him.

CAsT
Rienzi Kristian Benedikt 

irene Elisabete Matos

Adriano Colonna Margaret Jane Wray

Kardinal Orvieto Kristopher Irmiter

paolo Orsini  David Kravitz

Steffano Colonna Stephen Salters

Baroncelli Ethan Bremner

Cecco del Vecchio Robert Honeysucker

Messenger of peace  Christina English

Herald Frank Kelley



10 ODySSEy OpERA RiENzi 11

Scene ii
Adriano enters; he is dejected, horrified, and in despair over his divided 
loyalties. He hears sounds of war, and chaos intrudes into his solitude. The 
people enter armed, and Adriano rushes to bring about a reconciliation 
between his family and that of Rienzi.

Scene iii
Hymns of war resound. Rienzi goes to battle, surrounded by monks and the 
populace, and urges the people on to protect freedom and the law. Adriano 
implores Rienzi to desist, but Rienzi refuses to heed him. Adriano is left with 
Irene; they lament their imminent parting. Adriano tells Irene that Rienzi 
is murdering his people. Warriors enter, and Rienzi embraces Irene in fare-
well. To the horror of all, the body of Steffano Colonna is brought into view, 
and then other corpses as well. Adriano curses Rienzi and the fate that will 
forever part him and Irene. Despite the tumult, Rienzi departs triumphantly.

ACT IV

Scene i
In a street before the Lateran church, at night, in a secret meeting, Baroncelli 
informs other citizens, all in disguise, that the German diplomats have 
left Rome forever. Rienzi is at odds with the princes of Germany over the 
choice of the Roman Emperor. Orvieto, Baroncelli informs them, has also 
departed, and therefore Colonna had turned to the Pope and promised to 
use his power to defend the Church. Baroncelli feels that Rienzi pardoned 
Colonna for the sole purpose of gaining the support of the nobles, and thus 
considers Rienzi a traitor of the people. Adriano enters and identifies himself. 
He declares Rienzi unworthy of the power that he has amassed, and vows to 
have vengeance. Rienzi is preparing a feast to celebrate his victory. Rienzi 
approaches in full glory.

Scene ii
A ceremony is beginning. The procession nears, Rienzi with Irene. The nobles 
feign obeisance. As Rienzi ascends the steps to the church, he is stopped by 
the conspirators, who bar his entrance to the church. Orvieto curses him and 
all who are true to him. The chanting of monks can be heard from within 
the church. Rienzi shames them by appeals to their patriotism, and urges 
them to trust in him. Feigning sincerity, they hypocritically hail him as their 
tribune. Rienzi is taken aback when he hears the Te Deum from the church, 
and all shudder. Orvieto appears and bars Rienzi’s entrance to the church. 
The doors of the church slam shut with a crash, and on them a papal bull 

ACT II

Scene i 
A hall in the Capitol. Rienzi enters, magnificently clad, followed by the senators, 
among them Baroncelli and Cecco. Messengers bring Rienzi news of their 
travels, and they report that the Roman lands are peaceful and free. Colonna, 
Orsini, the senators, and the nobles pay homage to their new tribune. Rienzi 
insists that he is not concerned with his own glory, but rather, that he will 
free Rome and uphold the law. He leaves with the senators.

Scene ii
Orsini and Colonna are outraged at Rienzi’s arrogance, and as they talk, 
the nobles start listening in. The people, whom he has captivated, idolize 
Rienzi. But the nobles claim Rienzi is a demagogue who holds the people 
in his charismatic spell. Though Rienzi is a mere plebeian, he has grasped 
enormous power, and Orsini and Colonna refuse to tolerate this. They find 
his climb to fame somehow insulting, and also potentially dangerous, as the 
masses are now armed. The nobles, headed by Orsini and Colonna, therefore 
plot against Rienzi, and devise a murderous scheme for the imminent feast. 
Adriano enters and demands to know their intentions. They tell Adriano their 
plans to assassinate Rienzi that day. Though in confusion over his divided 
loyalties, Adriano vows to stand by Rienzi in defiance of his own family.

Scene iii
Ceremonial pomp. A banquet has been prepared. Rienzi greets nobles and 
diplomats from all parts of Italy. Adriano softly warns Rienzi that he is about 
to be betrayed. A performance begins, a play, pantomime, and ballet: Brutus 
avenges the death of Lucretia and frees Rome from the tyranny of Tarquinius. 
Meanwhile, Orsini, who has stolen closer to Rienzi during the performance, 
tries to stab him, but Rienzi reveals that he is protected by armor. Tumult 
ensues. Rienzi pardons him, despite the warnings of his nobles, who lament 
the blindness of his mercy.

ACT III

Scene i
A square in Rome. The scene depicts ruins, decrepit columns. Bells sound. 
Wild, unruly crowds seek Rienzi. The nobles have fled the city. Rienzi appears 
and promises to guard the freedom of Rome, thereby rousing the people to 
war. The crowds appeal to Rienzi and with cries of homage and subservience, 
express their trust in him and their intent to follow him.
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Rienzi is cursed. (theodor pixis, 1831–1907)

is nailed banning Rienzi. Adriano tells Irene that Rienzi and all who follow 
him are cursed. Adriano urges Irene to run away with him, but she remains 
with Rienzi; Adriano flees quickly. Rienzi, however, remains engrossed in 
his plans to lead Rome to grandeur.

ACT V

Scene i
In a hall of the Capitol, Rienzi prays to God to grant him the strength to unite 
Rome and finish his grandiose plan.

Scene ii
Irene enters and embraces Rienzi, who tells of his dreams for Rome, his bride. 
Though she loves Adriano, whom Rienzi demands she renounce, Irene vows 
to stand by her brother. Rienzi departs.

Scene iii
Adriano sneaks in, disguised. He reminds Irene of his love, and tells of his 
intent to betray Rienzi. He warns her that Rienzi is mad, and if she follows 
him, then she is, too.

Scene iv
A square before the Capitol. Crowds storm in violently, bearing torches and 
screaming, to honor the dictum of the Church. The populace is revolting 
against Rienzi, who appears on the balcony in full armor and orders peace. 
The people cry out that he should be stoned. They refuse to recognize his for-
mer glory, even though he appeals to his past leadership of Rome to freedom 
and grandeur. Baroncelli cautions the crowd not to be mesmerized by Rienzi 
any longer. The crowd sets the Capitol on fire. As Rienzi exclaims that the 
Romans are disgraceful and unworthy of their heritage, the flames engulf the 
Capitol. Embracing each other, Rienzi and Irene perish in the conflagration. 
The Capitol collapses, burying Adriano too in the rubble.

Synopsis ©2001 by Mary Cicora
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was one of the first composers to take responsibility for all aspects of staging 
and scenic design. Wagner built on this foundation and applied his gifts for 
coaxing totally committed performances from his singers.

EARLy OpERAS

After his stepfather died in 1821, Wagner was sent to the Dresdner Kreuzchor 
boarding school, and when he turned fourteen, the family resettled in Leipzig 
and regularly attended performances at the Leipzig Theater, which had an 
orchestra of thirty-three and a mixed chorus of thirty. He changed his last 
name to Wagner, studied composition at Leipzig University (sketching a dra-
matic tragedy, Leubald and an opera, Die Hochzeit), and assisted the Cantor 
at the Thomasschule, where Bach had taught a century earlier. 

The eldest of his three brothers, Albert (1799–1874), was a high tenor and 
stage manager of the Würzburg Theater company, securing for Richard his 
first job as a chorus master (of fifteen choristers) in 1833. While in Würzburg, 
the twenty-year-old acted in plays, performed as a character mime in the ballet, 
and completed his fairy-tale opera Die Feen (premiered posthumously in 1888, 
since he refused to use Würzburg’s recycled “oriental” costumes). Part-time 
positions followed, beginning with a musical directorship in Magdeburg; here 

Scene from Act iii, Scene 3 of Rienzi, as produced at the théâtre Lyrique in 1869 

WAgneR  
And The  
 gRAnd oPeRATiC 
TRAdiTion

By Laura Stanfield Prichard

At tHE FEEt OF WEBER

If ever a composer was born into a theatrical milieu, it was Richard Wagner 
(1813–1883). Raised by his mother and stepfather Ludwig Geyer, the young 
Wilhelm Richard Geyer (as he was known until the age of fourteen) moved 
with his family to Dresden at the age of one, where his stepfather joined the 
Court Theater as a character actor. Ludwig smuggled his youngest stepson 
into the Costume Shop, and Richard made his first appearance as a cherub 
at four years old. Wagner’s five sisters were named after heroines in Goethe 
and Schiller, and three were professional actresses. His niece Johana created 
the role of Elisabeth in Tannhäuser and had a notable career as a singer.

Carl Maria von Weber (cousin of Constanze Weber Mozart) was a regular 
visitor to Wagner’s childhood home, and the eight-year-old had a model 
theater of the Wolf ’s Glen scene from Weber’s Freischütz, including scenery, 
curtains, animals, and fireworks. Theater in this period was ubiquitous, with 
troupes of traveling players, municipal companies, small private court theaters 
allowing no press (like the one in Weimar where Liszt gave the premieres 
of many of Wagner’s works), and large court theaters run mainly by Italians. 

By the time of the French Revolution, spectacular scenery had become an 
essential ingredient of opera. The zenith of such endeavors was the Paris Opéra 
around 1830, where Jewish composers such as Fromental Halévy (1799–1862) 
and Giacomo Meyerbeer (1791–1864) wrote works exploiting the expertise of 
engineers and stage technicians. Weber made crucial innovations in Dresden, 
building up a German opera company in Dresden alongside an established 
Italian one. By the time of his death in 1826, two-thirds of Dresden premieres 
were of German works. It was Weber who started the modern practice of 
beginning rehearsals for a new work with a Leseprobe (table read), and he 
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GRAND OpERA

Wagner reached Paris by way of a storm-tossed sea voyage via London, but 
could only find work arranging operatic airs for cornet à pistons, due to 

“the protégés of the powers which alone controlled art matters.” The Théâtre 
Italien and the Opéra-Comique focused on Italian opera, whereas the Théâtre 
Lyrique, destroyed during the war, produced new works by Frenchmen such 
as Berlioz and Gounod, and occasionally transferred works from the German 
and Italian stage (including the premiere of the French version of Wagner’s 
Rienzi in 1869).

Despite the Revolution of 1830, the Paris Opéra (called the Académie 
Royale de Musique) was under government control, specializing in five-act 
French grand opera. Words, music, religious processions, crowds, executions, 
sunrises, revolutions, sunsets, and ballet were combined to maximum spec-
tacular effect. The official Commission de Surveillance demanded “grandeur,” 
but restricted Opéra scenarios to those “drawn from mythology or history; 
principal subjects are kings or heroes.” Wagner attended at least ten Opéra 
productions and praised the “beautiful orchestral playing and the meticulous 
and effective staging” of Meyerbeer’s Les Huguenots. He was paid to create the 
piano-vocal score for Halévy’s La Reine de Chypre (1841) and later affirmed 
that he “still took pleasure in the great style [of La Juive]” and praised Halévy 
as “the first musical genre-painter.” He met the scenic artist Louis-Jacques-
Mandé Daguerre (1789–1851), who was famous for his lighting illusions (such 
as the eruption of Vesuvius used for the finale of Auber’s La muette de Portici), 
and the invention of the silver iodide daguerrotype. 

LiBREttO

Based on Edward Bulwer-Lytton’s 1835 novel Rienzi, the Last of the Roman 
Tribunes, Wagner’s libretto tells the story of a man who dreamed of a popular 
Italian empire with Rome as its capital. The author planned to do a historical 
treatment of Cola di Rienzo, fourteenth-century senator and self-proclaimed 

“tribune of the sacred Roman republic,” as he was disappointed with the orig-
inal Roman biography and later French and English adaptations. Begun in 
Rome, Rienzi was interrupted by The Last Days of Pompeii, and completed 
mostly in Naples. Bulwer-Lytton idealized Rienzi as a forerunner of Italian 
nationalism, and dedicated his novel to Alessandro Manzoni.

The historical Rienzi called for a renewal of the papacy, fled to Prague, 
and was called to face the Inquisition in Avignon. By the time he arrived, the 

he completed his second opera, Das Liebesverbot (1834), based on Shakespeare’s 
Measure for Measure. The production closed after only two performances due 
to a small audience, a ten-day rehearsal period that encouraged improvisation 
with his staging and lyrics, and a pre-performance fight between the prima 
donna’s husband and the tenor. Wagner was discouraged, but the next summer 
he was reinvigorated by a Berlin production of Spontini’s Fernand Cortez, 
which he described as “exceptionally precise, fiery and superbly organized” 
with most elements of the production overseen by Spontini. 

Although a successful conductor, especially in Riga, Latvia (1837–1839), 
Wagner ran up such huge debts that his passport was confiscated and he had 
to flee from creditors. Wagner had begun work on a third opera in Riga, but 
abandoned it after only three songs: he transplanted a tale from The Arabian 
Nights to nineteenth-century Germany and titled the work Männerlist grösser 
als Frauenlist, oder Die glückliche Bärenfamilie (Man has more guile than wom-
an, or The happy bear family). His next project, begun in Riga and finished 
in Paris, was to become his third completed opera, Rienzi.

the auditorium of the paris Opéra as Wagner knew it when he was living in paris and 
working on Rienzi. this lithograph by Jean-Baptiste Arnout shows, on the stage, the 
famous ballet of the nuns, risen from their graves, in Meyerbeer’s grand opera Robert le 
diable. the spectacular scenic effects for which the Opéra was famous left a profound 
impression on Wagner and he sought to emulate and surpass them in his own works.  
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and the role of Adriano was played by a female mezzo-soprano, riding into 
the last scene astride to rescue Irene from the blazing Capitol (presaging the 
end of Götterdämmerung).

Although Wagner did not present any work in Paris, Meyerbeer recom-
mended Rienzi to the Dresden Court Theater, where all six hours were staged 
to considerable acclaim in 1842. The acute political sensitivity of post-Napo-
leonic Germany can be gauged from an 1841 letter from producer-designer 
Ferdinand Heine to artist Ernst Kietz: “There is not a single German court 
theater, least of all one attached to a Catholic court [like Dresden], where 
stories about the church, the papacy and the clergy will get past the censor.” 
Thanks to Meyerbeer’s influence, Rienzi did, but Wagner had to make a num-
ber of minor textual changes to ensure a nihil obstat. The premiere enabled 
Wagner to return home, and he was appointed the Royal Court Composer 
of Saxony the following year. While in Dresden, Wagner got involved in 
leftist politics, and after the unsuccessful revolutions of 1848–1849, Wagner, 
Smetana, and other composers fled the region (he was not allowed to return 
until 1862). All of his political and racially charged writings date from these 
years of exile, after the completion of Rienzi.

interior of the first Hoftheater (Dresden Court theater), ca. 1840s

new Pope (Innocent VI) pardoned him and sent him to Rome to rule it in the 
Pope’s name, as a senator. His rule was unpopular, and he was assassinated 
in Rome in 1354.

Wagner first read Bulwer-Lytton’s novel in German translation in 1837, 
just after his favorite sister, Rosalie, died in childbirth. He made extensive 
notes and revisions (especially to the relationship between Rienzi and his 
sister, Irene) while condensing several characters and focusing on Rienzi’s 
life in Rome. During his time in Paris, Wagner was introduced to the utopi-
an socialist views of Saint-Simonianism by Berlioz, Liszt, and Halévy: this 
philosophy projected a new society in which science, industry, and art would 
take the moral power of medieval theocracy. Rienzi affirmed his morally 
charged view of art in which a poetic idea is the “fertilizing seed” from which 
a whole work grows. In Wagner’s drafts, one can see his desire to transform 
from Tonsetzer (a craftsman combining sounds) to Tondichter: a poet who 
could convey, through music, urgent messages about the seductiveness of 
power and the need for cultural regeneration.

RiENzi

Wagner followed the grand opera formula for Rienzi, hoping to outdo the 
French on their own turf. Rienzi freed his people from the tyranny of nobles 
just like the revolutionary hero of La muette de Portici (1828); Rienzi’s Act V 
prayer and Act IV excommunication were inspired by Eléazar’s prayer and 
Cardinal Brogni’s curse in La Juive (1835); the Act V conspiracy of the Nobili 
is based on the bénédiction des poignards from Meyerbeer’s Les Huguenots 
(1836); and Berlioz described Rienzi’s triumphal march as “modeled, though 
in no slavish spirit of imitation, on the superb march in Spontini’s Olympie.”

However, Wagner’s original ideas in Rienzi far outweigh these imitations. 
His dramatic strategy continued the innovations of Gluck and Spontini by 
emphasizing cumulative development of scenes rather than individual arias. 
Showpieces such as Rienzi’s Act V prayer are integrated into the dramatic 
flow. Although grand operas included an Act III ballet, Wagner’s was the 
first to use a ballet-pantomime in Act II as a crucial dramatic sequence: his 
ballet depicts the Rape of Lucretia and Tarquinius’ expulsion from Rome, 
which “provide an allegorical mirror for the ‘rape’ of Rome by the nobles, 
their overthrow by Rienzi, and, in the context of the action, a highly relevant 
backdrop against which the nobles attempt to assassinate Rienzi,” according 
to John Deathridge’s Oxford dissertation on Wagner’s sketches and drafts. The 
spectacular choral scenes are logical finales, rather than interruptions, of acts, 
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RECEptiON iN tHE 20tH-CENtURy

Wagner gave the manuscripts for Rienzi, Das Liebesverbot, Die Feen and other 
later works like The Ring to King Ludwig II of Bavaria (1845–1886). Ludwig 
became Wagner’s most important patron at the height of his career, helping to 
sponsor the building of the Festspielhaus in Bayreuth, and Wagner presented 
twenty-eight private performances of his full operas for him in the Munich 
court theaters. Ludwig’s musical manuscript collection later ended up in the 
possession of Adolph Hitler: the autograph score disappeared around the time 
of the 1945 bombardment of Berlin, and the original performing score was 
destroyed when Dresden was bombed (unless it was evacuated and then lost).

However, Hitler’s more decisive contact with Rienzi came in 1905 in Linz, 
when the sixteen-year-old attended a performance of the opera and began 
thinking of a political career. He identified with the title character’s charismatic 
leadership, stirring oratory, symbolic costume, and sense that he alone could 
redeem mankind. Hitler said that Wagner was his favorite composer, and 
claimed that he had seen Rienzi at least forty times. Hans Rudolf Vaget, the 
brilliant Thomas Mann scholar and the author of “Hitler’s Wagner,” details 
how Hitler drew political lessons from Rienzi’s defeat, and mentioned that 
he had a “special liking” for the symbol-laden costumes and scenery.

Contrasting with this legacy, the Wagner Museum at Tribschen Villa 
(Lucerne, Switzerland) preserves documents about the Wagner family’s 
assistance to Jewish intellectuals who fled Hitler’s regime. Arturo Toscanini 
quit the Salzburg Festival after the Anschluß of Austria, and founded the 
Lucerne Festival in 1938. He had already become the founding conductor of 
the Palestine Orchestra (now called the Israeli Philharmonic) in 1936 and 
returned to work with them in 1938, featuring the two Lohengrin preludes 
despite the ban on Wagner’s works. The Lucerne Festival orchestra consisted 
of the Busch Quartet (whose members had left Vienna due to the rise of 
Nazism), Jewish musicians who had been expelled from Germany and Italy, 
and five Swiss string quartets who joined them in solidarity. The first concert 
took place on the lawn at Tribschen, featuring Wagner’s Siegfried-Idyll, which 
had been premiered on that spot. Journals, photographs, and letters illustrate 
the bold activity of Toscanini, Horowitz, and Wagner family members in 
extracting funds from the Italian and Swiss governments to employ many 
Jewish musicians (including the conductor Bruno Walter). 

M USiC

Wagner cut and revised Rienzi several times; today’s performance observes 
the cuts he made for the premiere, but omits additions from the 1844 piano 
version prepared by Gustav Klink and included by editors Reinhardt Strohm 
and Egon Voss in Schott’s critical edition of Rienzi for Wagner’s Collected 
Works in 1976.

Rienzi was the greatest popular success of Wagner’s career, and the work 
made him famous almost literally overnight. It was performed in thirty-eight 
theaters in twelve different countries before his death. Although he succeeded 
in his attempt “to outdo all previous examples [of grand opera] with sumptuous 
extravagance,” the composer disavowed Rienzi along with his first two operas 
(Die Feen and Das Liebesverbot) because they were his “immature operas” 
that “sounded too Italian.” He refused to have any of the three performed at 
Bayreuth. Wagner’s family followed suit, but the ban was lifted this summer 
(July 2013) for the composer’s bicentenary.

Rienzi’s overture captures both the showy orchestral brilliance and melodic 
splendor of grand opera, and Wagner enjoyed conducting it in concerts. It 
begins with trumpet calls (the Act III battle cries of the Colonna family) and 
ends with a dazzling military march. The slow main theme—drawn from 
Rienzi’s fifth-act Prayer —is one of Wagner’s most eloquent melodies. It is 
passed from the strings to the winds, and then is joined by the chromatic 
choral theme from the Act I Finale. The second subject (from the Act II 
Finale), is stated and then developed for the trombones, and the coda closes 
with the battle hymn.

The opera is scored for nine soloists, three choirs, two flutes and piccolo, 
two oboes, two clarinets, two bassoons and contrabassoon (originally serpent, 
first played authentically in the BSO’s 2001 performance of the Overture by 
trombonist Douglas Yeo), four horns, four trumpets, three trombones and 
tuba (originally ophicleide), timpani, snare, tenor, and bass drums, cymbals, 
triangle, and strings. The daunting role of Rienzi calls for a true Heldentenor, 
and is contrasted with the travesty role of his rival, the young nobleman 
Adriano Colonna. Rienzi’s sister Irene is a role that calls for a soprano with 
extensive range (C-sharps) and a warm, passionate tone. The orchestra is 
often supported by an offstage band.
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ARTisTs

KRISTIAn BEnEDIKT (Rienzi)

Lithuanian tenor Kristian Benedikt began his career 
at the National Opera of Vilnius, Lithuania, where 
he performed more than 20 roles. Although he 
began his career as a lyric tenor, Kristian Benedikt 
has recently established himself as one of the world’s 
most promising and exciting dramatic tenors of his 
generation.

In April 2013 Benedikt had his successful debut 
at Bayerische Staatsoper München as Otello—a 
role he also sung in Modena, Piacenza, Cagliari, 

Ekaterinburg and will sing in Vilnius (2013/14), in Santiago (July/August 
2014), and in Basel (2014/15). Also, in June 2013 he had his debut as Rienzi 
(title role) in Liceu de Barcelona.

Kristian Benedikt’s operatic repertoire features some of the most demand-
ing tenor roles, such as Manrico/Il Trovatore, Cavaradossi/Tosca, Canio/I 
Pagliacci, Giordano/Andrea Chenier, Siegmund/Die Walküre, Calaf/Turandot, 
the title roles in Rienzi and Dick Johnson/La Fanciulla del West. At the same 
time, he continues to also sing more lyric roles, such as Edgardo/Lucia di 
Lammermoor, and the title role in Les Contes d’Hoffmann.

As a guest artist, Mr. Benedikt has performed at such prestigious venues 
as the Bavarian State Opera in Munich; the Mariinsky Theater in Saint 
Petersburg; the Royal Opera House in Copenhagen; the Finnish National 
Opera in Helsinki; the Dutch National Opera in Amsterdam; the Estonian 
National Opera in Tallinn; Liceu theatre in Barcelona; and the theaters of 
Piacenza, Modena and Cagliari in Italy.

On the concert stage he has performed Dubois’ The Seven Last Words of 
Christ, Rossini’s Stabat Mater and Verdi’s Requiem, Handel’s Messiah, Mahler’s 
Das Lied von der Erde, Rachmaninov’s The Bells, and Webber’s Requiem.

Future engagements in 2013/2014 include the title roles of Ernani, Lohengrin 
and Otello as well as the roles of Eleazar/La Juive, Radames/Aida, and Don 
José/Carmen.

FURtHER READiNG & LiStENiNG

Richard Wagner Goes to the Theatre (1996) is a beautifully illustrated exhibition 
catalogue from Bayreuth by Oswald Bauer that chronicles Wagner’s life as a 
theater-goer. The most thorough and thought-provoking discussion of the 
composition of Rienzi is John Deathridge’s Rienzi: A Reappraisal based on a 
Study of the Sketches and Drafts (1977). The two leading books on Romantic 
grand opera design and culture are Jane Fulcher’s The Nation’s Image: French 
Grand Opera as Politics and Politicized Art (Cambridge, 1987) and Patrick 
Carnegy’s Wagner and the Art of the Theatre (Yale, 2006): “the best documented 
publication in all the recent literature on Wagner,” according to Pierre Boulez.

Several excellent recordings of Rienzi are available, but the most complete 
is the BBC Northern Symphony’s 1976 six-hour broadcast, based on the full 
1842 version with additional material from Wagner’s sketches. Recent post-
modern interpretations include a 2-DVD set of the Deutsche Oper Berlin’s 
2010 production, and the “Rienzi/Chopsticks Fantasia” composed by Yes 
keyboardist Rick Wakeman for the 1975 progressive rock film Lisztomania.

Dr. Laura Stanfield Prichard, who appears today in the Odyssey Opera Chorus, teaches music 
history at Northeastern University and is the Principal Lecturer for Boston Baroque, the Berkshire 
Choral Festival, and the Masterworks Chorale. She is on the board of Choral Arts New England 
and lectures regularly on 19th-century music for the Chicago and San Francisco Symphonies.
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MARGARET JAnE WRAy (Adriano)

Margaret Jane Wray has been acclaimed for her 
performances in many of the world’s leading opera 
houses including the Metropolitan Opera, the 
Teatro alla Scala in Milan, the Berlin State Opera, 
the Seattle Opera, Teatro Regio in Torino, the 
Paris Opera, the Theatre Royale de la Monnaie in 
Brussels, and many others. She has been especially 
identified as a Wagnerian Soprano and has appeared 
internationally as Senta in Der Fliegende Hollaender, 
Elisabeth in Tannhauser, Elsa in Lohengrin, Eva in 

Die Meistersinger, Sieglinde in Die Walkuere, and both Brangaene and Isolde 
in Tristan und Isolde. She has also won acclaim for roles as diverse as Amneris 
in Aida, Marguerite in Damnation de Faust, Mme Lidoine in Dialogues des 
Carmelites, as well as Sister Helen in Heggie’s Dead Man Walking.

Margaret Jane Wray made her debut at the Canadian Opera Company in 
January of 2013 in her first staged performances as Isolde. In the summer of 
2013 she also returned to the Seattle Opera as Sieglinde in Die Walkuere, which 
can perhaps be considered her signature role. She sang her first Sieglinde at 
the Theatre du Capitole in Toulouse and has subsequently sang as Sieglinde at 
the Metropolitan Opera, Opera de Nice and in several seasons in the Seattle 
Opera’s celebrated production of Wagner’s Ring Cycle. The New York Times 
in reviewing a performance of Sieglinde at the Metropolitan Opera wrote: 

“The biggest ovation of the night went to soprano Margaret Jane Wray, who 
was a vocally lustrous and vulnerable Sieglinde.”

KRISTOpHER IRMITER (Orvieto)

Bass-baritone Kristopher Irmiter has performed over 
80 roles with more than 40 opera companies in his 
critically acclaimed career. Upcoming engagements 
include Daland in The Flying Dutchman with Opera 
Carolina, the title role in The Flying Dutchman 
with Michigan Opera Theatre, Athanaël in Thaïs 
with Florida Grand Opera, Scarpia in Tosca with 
the Boston Youth Symphony Orchestra, as well as 
a return to San Diego Opera in 2015. Mr. Irmiter’s 

ELISABETE MATOS (Irene)

Portuguese soprano Elisabete Matos has sung on the 
stage of major opera houses and with major sympho-
nies across the globe. Recently, she debuted Isolde 
(Tristan und Isolde) at Campoamor de Oviedo, made 
her debuts in Vienna as Abigaille (Nabucco) and at 
Los Angeles Opera as Senta (The Flying Dutchman), 
conducted by James Conlon. After her huge success 
as Minnie (Fanciulla del West) at the Metropolitan 
Opera House, she returned for Nabucco’s Abigaille 
and will be back in December 2013 for the title role 

in Tosca. Next engagements also include Rienzi (Irene) at Liceu de Barcelona 
(a role that she debuted at New York), Turandot in Chile, Berlin and Capitole 
de Toulouse, and her debut as Salome at Palma de Mallorca.

Ms. Matos is also a frequent guest of various concert halls. Her concert 
repertory ranges from Bach to contemporary music, including Lieder and 
symphony. She was recently invited to perform Beethoven’s 9th Symphony 
in Cagliari (conducted by Lorin Maazel) and Madrid (conducted by López 
Cobos), Manuel de Falla’s El Sombrero de Tres Picos with the Chicago Symphony 
Orchestra and Daniel Baremboim, Wagner’s Wesendonk Lieder and a concert 
complete with Mozart arias with the Portuguese Symphony Orchestra. Ms. 
Matos is also a frequent guest of the Calouste Gulbenkian Foundation and 
the Teatro de São Carlos, both in Lisbon, where she starred next to José Cura 
on a gala performance.

Her recordings include von Suppé’s Requiem with the Gulbenkian Foundation 
Chorus and Orchestra conducted by Michel Corboz (Virgin Classics), as well 
as the title role in La Dolores for Decca (with Placido Domingo), for which 
she was awarded a Grammy in 2000.
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Abraham in the North American premiere of MacMillan’s Clemency; the 
Lyric Opera of Kansas City, for his debut, as Poo-Bah in The Mikado; Boston 
Modern Orchestra Project, for King Fisher in a concert performance of The 
Midsummer Marriage; Chautauqua Opera, for Captain Balstrode in Peter 
Grimes, and the Tanglewood Music Festival, for Nick in Emmanuel Music’s 
production of Harbison’s The Great Gatsby. Additionally, Mr. Kravitz created 
the role of Davis Miller in the world premiere of D.J. Sparr’s Approaching Ali 
at Washington National Opera.

STEpHEn SALTERS (Steffano Colonna)

Stephen Salters’ passionate and impeccably articulated 
performances of a wide range of repertoire have won 
him acclaim throughout Europe, the UK, Asia and 
the United States. Boston audiences have seen Mr. 
Salters in all musical mediums—recital, oratorio, 
opera and orchestra soloist. In opera, he created the 
title role in Elena Ruehr’s Toussaint Before the Spirits 
for Opera Boston where The Boston Globe called his 
performance “Astounding...Salters is a fearless and 
exhaustingly honest performer and a thrilling singer.”

He has worked with leading conductors including Christoph Eschenbach, 
Seiji Ozawa, Robert Spano, Nicholas McGegan, Keith Lockhart, Ivor Bolton, 
Will Crutchfield, Leonard Slatkin, Hugh Wolff, Bobby McFerrin, Jane Glover...
On the opera stage with over 30 roles, he excels equally in contemporary 
works and standard repertory. In oratorio, Mendelssohn’s Elijah and Paulus, 
the Requiems of Britten, Brahms, Faure...He received superlative praise in 
the role of the Minotaur in the world premiere of Philippe Fenelon’s Les Rois 
for Opera National in Bordeaux, and has been acclaimed in roles by Mozart 
(Don Giovanni, Count Almaviva/Le nozze di Figaro and Guglielmo/Cosi fan 
tutte); Donizetti (Malatesta/Don Pasquale) (Belcore/L’Elisir d’Amore; Handel 
(Melisso/Alcina and Achilla/Guilio Cesare); Leoncavallo (Silvio/I Pagliacci); 
and as Captain Balstrode in Britten’s Peter Grimes at Tanglewood on the oc-
casion of the 50th anniversary of the piece’s American premiere. Highlights 
this season include Monaco, Vancouver, and Orfeo in Italy. He also appeared 
with Opera Boston in Shostakovich’s The Nose, Weill’s Rise and Fall of the 
City of Mahagonny, and Gluck’s Alceste.

recent engagements have included Daland in The Flying Dutchman with 
Indianapolis Opera; his Lyric Opera of Chicago debut as Scarpia in Tosca; 
his San Francisco Opera debut as Escamillo in Carmen; his Pittsburgh Opera 
debut as Orest in Elektra followed by a return as Mr. Redburn in Billy Budd; 
the Fifth Jew in Salome, Ned Keene in Peter Grimes, and Second Priest in 
Pizzetti’s Murder in the Cathedral with San Diego Opera; Mephistopheles 
in Faust at Lyric Opera Baltimore and Utah Symphony & Opera; Ashby in 
La Fanciulla del West with L’Opera de Montreal; Rucker Lattimore in Cold 
Sassy Tree with Atlanta Opera and Opera Omaha; Leporello in Don Giovanni 
with Hawaii Opera; Lodovico in Otello and Capulet in Roméo et Juliette with 
Atlanta Opera; The Immigration Officer in Jonathan Dove’s Flight and Alidoro 
in La Cenerentola with Austin Lyric Opera; and Braxton/Sherrin in Mines 
of Sulphur with Glimmerglass Opera, which was recorded on the Chandos 
label and nominated for a GRAMMY.

DAVID KRAVITz (Paolo Orsini)

Baritone David Kravitz is increasingly in demand 
on operatic and concert stages. Critics have hailed 
his “large, multi-layered” and “sumptuously flexible” 
voice, his “power and eloquence,” his “deeply con-
sidered acting,” his “drop-dead musicianship,” and 
his “deep understanding of the text.”

David Kravitz’s 2013-2014 season brings a com-
pany debut with Dallas Opera to reprise the role of 
United Nations in Death and the Powers, the role of 
Frederik in Sondheim’s A Little Night Music with 

Emmanuel Music, as well as performances with Boston Lyric Opera as both 
the Speaker in Die Zauberflöte and Marullo in Rigoletto. Mr. Kravitz’s con-
cert performances this season include Mohammed Fairouz’s Symphony No. 
3 (Poems and Prayers) with the UCLA Philharmonic, and A Sea Symphony, 
with the Pioneer Valley Symphony Orchestra. Future seasons include a return 
to Boston Lyric Opera.

The baritone’s 2012-2013 calendar included appearances with the Boston 
Symphony Orchestra, for Le rossignol under the baton of Charles Dutoit; The 
English Concert, as Farasmane in Radamisto at Carnegie Hall; Boston Pops, 
for holiday concerts conducted by Keith Lockhart; Boston Lyric Opera, for 
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ROBERT HOnEySuCKER (Cecco del Vecchio)

A recipient of the Boston Globe’s Musician of the Year 
award in 1995, Robert Honeysucker has performed 
such roles as Count di Luna, Germont, Ford, Iago, 
Amonasro, Rigoletto, and Renato with companies 
in Boston, Philadelphia, Sacramento, Salt Lake 
City, Tulsa, and Fort Worth. He has also sung Don 
Giovanni, Figaro, Sharpless, Porgy and Jake in opera 
houses in Auckland, NZ, Berlin, Germany, and Linz, 
Austria. Orchestral performances have included 
Beethoven’s Ninth Symphony with the Boston 

Symphony Orchestra (Seji Ozawa) and with the Atlanta Symphony (Roberto 
Abbado); All Rise with the Boston Symphony Orchestra (Kurt Mazur); Vaughn 
Williams’s Hodie with Salt Lake Symphony (Keith Lockhart); and Charles 
Ives’ General William Booth Enters into Heaven with the Pittsburgh Symphony 
(Michael Tilson Thomas). In addition, Mr. Honeysucker has performed with 
symphonies in St. Louis, Sacramento, Omaha, Roanoke, St. Paul, Long Island, 
NY, and Flagstaff, AZ. He has also appeared with orchestras in Tokyo, Osaka, 
Nobeoka and Sapporo, Japan.

Mr. Honeysucker is a member of Videmus, as well as a member and 
co-founder of the Jubilee Trio, which presents American art songs, including 
those of under-performed African American composers.

Discography includes performances on five Videmus discs: “Music of 
William Grant Still” (New World), “Watch and Pray” (Koch International), 

“More Still” (Cambria), “Highway 1, USA” (Wm. Grant Still) released by Albany 
Records, and “Good News” (Videmus Records). He is also featured on a CD 
recently released by the Jubilee Trio titled “Le’s have a Union” (Brave Records). 
Mr. Honeysucker is also featured on the Centaur, Ongaku and Titanic labels.

Robert Honeysucker is a member of the voice faculties at The Boston 
Conservatory and The Longy School of Music.

In the last 15 months, we will have seen the release of several CDs with Mr. 
Salters as well as several world premiere performances including William 
Bolcom’s Billy in the Darbies written for Mr. Salters and The Lark String 
Quartet, a Spirituals CD recorded in Wagner’s illustrious musical home of 
Bayreuth, Elena Ruehr’s Averno and Gospel Cha Cha, with another project—a 
solo opera CD in the next 15 months.

ETHAn BREMnER (Baroncelli)

Since his arrival in Boston, Ethan Bremner has 
become one of the city’s most sought-after young 
tenors. He made his local debut with Boston Opera 
Collaborative in 2006 as Achilles in Gluck’s Iphigenie 
en Aulide, and then sang with the company as Rodolfo 
in Puccini’s La bohème. Other recent engagements 
include: The title role in Mozart’s Idomeneo with 
OperaHub, Alfred in Die Fledermaus with both 
Longwood Opera and Opera Providence, Canio in 
I Pagliacci with Lakes Region Opera, Aeneas in Dido 

and Aeneas with the Newport Baroque Festival, Don José in Bizet’s Carmen 
with the Paul Madore Chorale, and an auspicious debut as Cavaradossi in 
Puccini’s Tosca and Nemorina in Donizetti’s L’elisir d’amore with Longwood 
Opera. Mr. Bremner covered Florestan in Beethoven’s Fidelio and Don Ruiz 
di Padilla in Donizetti’s Maria Padilla with Opera Boston.

Recent appearances on the concert platform include: Bach’s Magnificat 
with the Albany Symphony, Schubert’s Die Schöne Müllerin at First Church of 
Boston, Mendelssohn’s Elijah and Bach’s Mass in B Minor with the Brookline 
Chorus, Verdi’s Requiem with the Boston Civic Symphony and Mozart’s 
Requiem with the Rhode Island Civic Chorale.

Mr. Bremner was a Finalist in the 2010 Metropolitan Opera National 
Council Auditions (New England Region) and earned his Master of Music 
in 2006 from the University of Wisconsin.
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FRAnK KELLEy (Herald)

Frank Kelley sings a wide variety of music throughout 
North America and Europe. He has performed many 
roles with the Boston Lyric Opera, Opera Boston, 
Florentine Opera, Opera Theater of St. Louis, and 
the San Francisco Opera Company, has appeared at 
the Gran Teatre del Liceu in Barcelona, the Theatre 
de la Monnaie in Brussels, The Frankfurt Opera and 
l’Opera de Monte Carlo. In concert performances 
Mr. Kelley has sung with the Boston Symphony 
Orchestra, the Cleveland Orchestra, the Chicago 

Symphony Orchestra, the National Symphony, the Dallas Symphony, the St. 
Paul Chamber Orchestra, and the Orchestra of St. Luke’s. He has performed 
medieval and renaissance music with Sequentia, the Boston Camerata, and 
the Waverly Consort, and he performs baroque music with the Handel and 
Haydn Society, Boston Baroque, Emmanuel Music, Music of the Baroque, 
and Aston Magna. Mr. Kelley has participated in the Blossom Festival, the 
Tanglewood Festival, Ravinia Festival, Marlboro Music Festival, Pepsico 
Summerfare, the Nakamichi Festival, the New England Bach Festival, Next 
Wave Festival, Wexford Festival Opera, and the Boston Early Music Festival. 
He has recorded for London, Decca, Erato, Harmonia Mundi France, Teldec, 
Telarc, Koch International, Deutsche Harmonia Mundi, Arabesque, and 
Northeastern. A resident of Boston, Mr. Kelley sings there regularly with 
Emmanuel Music, both in the ongoing series which presents the complete 
Bach cantatas and in special projects. 

CHRISTInA EnGLISH (Messenger of Peace)

Mezzo-soprano Christina English appears frequently 
on opera, theater and concert stages throughout New 
England. This fall she debuts with Guerilla Opera as 
Inez in Andy Vores’ No Exit; performs in concerts 
with The Fifth Floor Collective and Arneis Quartet; 
and appears as Countess Ceprano and Maddalena 
in Cape Cod Opera’s school outreach presentation 
of Verdi’s Rigoletto. Ms. English is a core member of 
Lorelei Ensemble, whose upcoming season features 
concerts and residencies in Massachusetts, Rhode 

Island and Minnesota. She is also heard each Sunday morning on WERS 
88.9 FM with the professional Choir of First Church in Boston. In the 2012-13 
season, she performed with Boston Midsummer Opera, Monadnock Music 
Festival, Boston Modern Orchestra Project, Lyric Stage Company of Boston, 
Boston Opera Collaborative, Longfellow Chorus Festival, and Opera on Tap.

Ms. English made her Carnegie Hall debut in Weill Recital Hall performing 
Malcolm Peyton’s Songs from Walt Whitman, and was awarded Second Prize 
in Voice in the 2009 Grieg Festival Young Artists Competition in Florida, 
performing selections from Grieg’s Haugtussa. She is a sought after inter-
preter of contemporary works, and was invited by composer John Heiss to 
perform his Songs from James Joyce in New England Conservatory’s Jordan 
Hall, as well as by Mohammed Fairouz to sing his Three Shakespeare Songs 
at the Kaufmann Center. She has been a Young Artist with the Janiec Opera 
Company at Brevard Music Center and the Seagle Music Colony. Additional 
training and performance includes Boston Opera Collaborative, OperaWorks, 
Operafestival di Roma, MetroWest Opera, Riverside Theatreworks, and 
Crittenden Opera Studio.

Christina earned her Master of Music from the New England Conservatory. 
A native of San Jose, CA, she earned her B.A. in Music and a minor in dance 
from Loyola Marymount University in Los Angeles.
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HARRIS IpOCK (Chorus Master)

Harris Ipock serves as Resident Conductor of the 
Harvard Glee Club at Harvard University, where he 
also teaches private voice. He is currently finishing 
a doctoral degree in choral conducting from the 
Eastman School of Music. He previously served 
on the conducting faculty of Hobart and William 
Smith Colleges. Harris enjoys an active career as a 
soloist and professional chorister. He is a member 
of Conspirare, a five-time Grammy-nominated 
ensemble conducted by Craig Hella Johnson. He 

has also performed with Santa Fe Desert Chorale, Spire Chamber Ensemble, 
Publick Musick, Cambridge Concentus, La Donna Musicale, Voices, Vox 
Lumine, Virginia Chorale, Norfolk Chamber Consort, TodiSingers, and the 
North Carolina Symphony Baroque Choir. His recent credits as a soloist 
include Bach’s St. John and St. Matthew Passions and Magnificat, Haydn’s 
Die Schöpfung, Rossini’s Petite Messe Solennelle, Mozart’s Requiem, and 
Handel’s Messiah.

GIL ROSE (Conductor, Artistic Director)

Gil Rose is a conductor helping to shape the future of 
classical music. His dynamic performances and many 
recordings have garnered international critical praise. 

Over the past decade, Maestro Rose has built a 
reputation as one of the country’s most inventive 
and versatile opera conductors. Prior to Odyssey 
Opera, he led Opera Boston as its Music Director in 
2003 and was appointed the company’s first Artistic 
Director in 2010. Mo. Rose led Opera Boston in sev-
eral national and New England premieres including 

Shostakovich’s The Nose, Weber’s Der Freischütz and Hindemith’s Cardillac 
and has conducted such luminaries as Stephanie Blythe, Ewa Podles, James 
Maddalena and Sanford Sylvan in signature roles. In 2009, Mo. Rose led the 
world premiere of Zhou Long’s Madame White Snake, which won the Pulitzer 
Prize for Music in 2011.

As founder and Artistic Director of Opera Unlimited, a contemporary opera 
festival, Mo. Rose has led the world premiere of Elena Ruehr’s Toussaint Before 
the Spirits, the New England premiere of Thomas Ades’s Powder Her Face, 
the revival of John Harbison’s Full Moon in March, and the North American 
premiere of Peter Eötvös’s Angels in America to critical acclaim.

In 1996, Mo. Rose founded the Boston Modern Orchestra Project (BMOP), 
the foremost professional orchestra dedicated exclusively to performing 
and recording symphonic music of the twentieth and twenty-first centuries. 
Under his leadership, BMOP’s unique programming and high performance 
standards have attracted critical acclaim and earned the orchestra fifteen 
ASCAP awards for adventurous programming as well as the John S. Edwards 
Award for Strongest Commitment to New American Music.

In 2012, Mo. Rose assumed the position of Artistic Director of Monadnock 
Music in New Hampshire. He maintains a busy schedule as a guest conduc-
tor in both the opera and symphonic worlds. An active recording artist, Mo. 
Rose’s extensive discography includes numerous world premiere recordings 
on leading labels including BMOP/sound, the Grammy-nominated label 
for which he serves as Executive Producer. In 2007, Mo. Rose was awarded 
Columbia University’s prestigious Ditson Award as well as an ASCAP Concert 
Music award for his exemplary commitment to new American music. He is 
a three time Grammy Award nominee.
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pRODuCTIOn STAFF

Linda O’Brien General manager
Linda Osborn Artistic administrator and company pianist
April Thibeault Publicist
John Kramer Graphic designer
Christine Southworth Website designer
Karin Hartmann Ludlow Production stage manager
Veronica Haakonsen   Assistant stage manager
Carola Emrich-Fisher German diction coach
Cori Ellison Supertitle translator
Dan McGaha Supertitle operator
Graham Wright Special event liaison
Ryan Kichler Patron services
Zoe Kemmerling Program book coordinator
Helen Titchener Intern

Artist Visa Solutions
Opus Affair

LORELEI EnSEMBLE

Founded in 2007 by music director Beth Willer, Boston’s Lorelei Ensemble 
is dedicated to the performance of new and early music for women’s voic-
es. In an effort to enrich this body of repertoire, Lorelei collaborates with 
established and emerging composers from the United States and abroad, 
while continuing to highlight standard and  lesser-known repertoire of the 
Medieval, Renaissance and early-Baroque periods. Lorelei has hosted both 
private and public performances in the Boston area, collaborating with various 
composers, ensembles, guest artists, and organizations to bring innovative 
programming to a broader audience.

Consisting of eight professional singers from the Boston area, Lorelei 
performs both as a full ensemble of eight independent voices, and as a com-
bination of smaller chamber ensembles (solo, duet, trio, quartet). Repertoire 
performed includes works for a cappella, accompanied, and amplified voices. 
www.loreleiensemble.com.
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